
































































                         
1[1]纽康的论文（“Once More ‘Between Absolute and Program Music’: Schumann’s Second 
Symphony；” 19th-Century Music 7（1983-4），233-50, “Schumann and Late Eighteenth-century 
Narrative Strategies；” 19th-Century Music 11（1987）, 164-74，“Narrative Archetyes and 
Mahler’s Ninth Symphony；” in S. Scher (ed.), Music and Text: Critical Inquiries (pp. 118-36). 
Cambridge, UK: Cambridge University Press. 1992；“Action and Agency in Mahler’s Ninth 
Symphony, Second Movement，” in J. Robinson (ed.), Music & Meaning (pp. 31-53)，Ithaca, NY: 
Cornell University Press，1997）就很符合这一点，它们每一篇都提出了新的理论见解。 
2[2]这一结构与著名的形式主义论证类似，汉斯立克在《论音乐的美——音乐美学的修改刍







































































陷，当然，做得比较委婉（F.E.Maus, “Love Stories.” Repercussions 4(2), 86-96, 1996.）。 
4[4]我这样做是为了通过例证而不是一般性论述来说明一些问题。我在别处对这个问题作过一
个概括性论述，并开列了参考资料（F. E. Maus, “Narratoloty, Narrativity.” Grove Music Online, 





































































                         
5[5]音乐理论常常区分“音高”（pitches）和“音高等级”（pitch classes）。一个具体的音高，

















































































































































Newcomb, “Once More ‘Between Absolute and Program Music’: Schumann’s Second 

































































                         
9[9]我也对这类问题曾进行过研究。参见 F. E. Maus, “Music as Narrative.” Indiana Theory 




阅读使音乐从历史萎缩成了当代人的多愁善感”（H. Powers, “Reading Mozart’s Music: Text 






































































                         
11[11]目前的这一章是用“人文学”的例证说明这种类型。我的 “The Disciplined Subject of 
Musical Analysis.” In A. Dell’Antonio (ed.), Beyond Structural Listening: Postmodern Modes of 



































                         
12[12]在这个领域的整体性工作中作出过出色贡献的还包括 E. Tarasti, A Theory of Musical 
Semiotics. Bloomington: Indiana University Press, 1994 和 K. Berger, A Theory of Art. Oxford: 





























































                         
13[13]就强调演出的贡献而言，我仍然坚持我的另一篇论文（F. E. Maus, “Musical Performance 
as Analytical Communication.” In I. Gaskell And S. Kernel (eds.), Performance and Authenticity in the 
Arts (pp. 129-153). Cambridge, UK: Cambridge University Press. 1999）中表述的观点。在近年的
音乐学研究中，有更多的人关注演出，这是令人可喜的。我认为，具有开创性贡献的当推塔鲁
什金的论争性文章 (R. Tarushkin, Text and Act: Essays on Music and Performance. Oxford: Oxford 
University Press, 1995)。这方面的相关研究还可以参见 J. Rink 编辑的论文集 J. Rink, (ed.) , The 
Practice of Performance: Studies in Musical Interpretation. Cambridge, UK: Cambridge University 
Press, 1995。Nikolas Cook 与我的看法也相同，可以参见 N. Cook, “Music as Performance.” In 
M. Clayton, T. Herbert, R. Middleton (eds.), The Cultural Study of Music: A Critical Introduction (pp. 
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